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Abstract

This thesis involvecomposing a dramatic worRavid and Goliath An Oratorig, for
chorus and orchestra, with an emphasis on emulating eighisamttiry English oratorio style.
A frameworkfor writing compositios based orappropriatingoreigncultural or historical
characteristicss suggestedwith specific emphases amoralworksincorporating sacred text.
The Baroque oratorioOs history is examiaadijts prominence in OGeorgianO Brifaioughout
the eighteenth century and its corresponding stylistic asjgentgestigatedincluding form,
instrumentation, notation, harmgrgnd text. In addition, therosscultural differentiations of the
biblical text of David and Goliath adiscussd, as it igparaphrasethto a libretto to
complement music with similar tonalitfigurations,and harmonic language of late Baroque

style
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Introduction

The concepof pasticheand cultural appropriation in musdccurin several instances
throughout history, as many composers have attempted to evoke a certain quality of hastorical
folk environment foreign to them. Works such as Moz&y@mhony No. 28ndGriegOs
Holberg Suiteevokeelements of imitation, aké composers consciously attempted to suggest
Baroquestylistic featuresn thetimbre,articulation,andtexture of the orchestr&imilar to this
ideais appropriating stylefrom a different ethnic group @ulture, such as thexotic touch that
FrenchgrandopZa often conveyed in worksuchas BizetO8armenor VerdiOdida. Elements
of cultural appropriatiorarefound throughout much of musical history in the adaptation of folk
dancesfrom J.S. Bach@sench sites to the Polish andungarian dancesf Chopin and Liszt,
respectivelyThis thesisnvolves postulating a framework fantegratingthese types datylistic
attributes from foreign sources, whether historical or geographibdé focusing orchoral
compositions adaptingacredexts. The focus will becomposing aramatic workDavid and
Goliath, for chorus and orchestraith an emphasis on emulatiegghteentkcentury English
oratorio styleThe Baroque orator(ds history will be examinedhereby investigating its
prominence in OGeorg@rBritain throughout the eighteenth century and its corresponding
stylistic aspects, including form, instrumentation, notati@mmony,and textin addition, he
biblical text of David and Goliattvill be paraphraseihto a librettoto complemeniusicwith
similar tonality, figurations and harmonic language of late Baroque and early Classical style.

This projecthasseveral researabbjectives including historical analysis of the stylistic
traits of oratoriothe musical Olanguage® of Baroque Englisic, andhe sociecultural
landscape of religious drama in Georgian Britain, and a-cusgral examination of the David

and Goliath story as it appears in different religions and cultures. The composition will



incorporate these research elementstimomusicand thereby creasn oratorian a style
similar to that ofeighteenthcentury BritainUpon completinga thorough examination of
eighteentkcentury style, a new work will be composed incorporating stylistic and conguagiti
paradigms from tis period, however the compositianll not be completely entrenched
eliminate musical creativity and authenticityhe composition wiltherebydemonstratera
effectiveframework of incorporating external sourdéet new musicwith specific referenceo

historicstyles cultural environmeniandantiquated models.



ChapterOne: Georgian Britain and the Oratorio

The term@eorgiafBritain is usedto describe the reign of four Hanoverian Kings,
Georee | through George IMn Britain between 1714 and 183taving succeeded the House of
Stuart! This era in British musical history wasther heterogeneouas several composers
gainednationalprominence with varied genres of works, both instrumental and \Decalestic
compaserssuch @ Thomas ArneJeremiah ClarkdylauriceGreeneand JohrStanleyhave large
repertoires of musicoampo®d during this period, yet mudh the acclaim of English Baroque
music belongs to George Frederic Handel and Johann Christoph Pepuscherbudin G
immigrants.Public concerts weracreasingly populamoving into the 1720s, aras Michael
Tilmouth explains, Othe emgsis on musienaking shiftedwith the modest attainments and
selfenjoyment of the amateur all too often discounted in compangbrthe more brilliant and
extrovert achievements of the professional virtuGsBhe is evident intte rise of opera
throughoutcontinentaEurope whichwascomparativen Britain at the beginning ahe
Hanoverian succession, BspuschHande] andearlier, Henry Purcell,had capitalized on the
growth of the genrdlias Chrissochoidis contends that this growthuld be attribted to political
reasonsincluding Oincreased tension with Spain, a wave of@atholicism, and fierce
oppositbn to RoberWalpoleOs policig@@which led to the creation of a national musical
identity? Yet thegenrethat grew the most duringeorgian Britainthe Englishoratorio,as

Chrissochoidis explains, Oholds the keyttierhistoric transformation of [Handel] into a British

1. Neil W. Hitchin, @hePolitics of English Bible Translation in Georgian Britain: The
Alexander PrizgTransactions of the Royal Historical Sociéty1999), 78.

2. MichaelTilmouth, OThe Beginnings of Rincial Concert Life in Englan@Music in
EighteenthCentury England: Esays in Memory of Charles Cudwartbhristopner Hogwood
and Richard Luckett, ed€Cambridge: Cambridge University Press, 19&3

3. llias Chrissochoits, OHandel at a Crossroads: His +1338 amdl 17381739 Seasons Re
ExaminedOMusic and Letter§0, na 4 (2009):603
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monument.OThis brief description of the cultural milieu of Georgian Britain regarding music
will be expanded upon, as the saecigdtural landscape undoubtedly impadthe music
composed during thera. In addition, everal aspects ajratorio, including etymology,
historiographyandform will be discussed, as well asisical characteristics such as the
treatment of melody, harmonic language #dure.These elementshall provide aconcise
undersandingof the subjecandaid theapplication of the research into the thesisO musical
composition.

First, the semantics of Ooratordifbe examinegandthe historiographyon the subject
reviewed to create a cohesive characterization on the geroeler togeneratexn accurate
musicalinterpretationMalcolm Boyd creates a dialogue to question émminology of
Ooratorio, s points to the ambiguity of the terhaving several different inferential
meanings: Oa building (oratorginiturgical spiritual exercises; or a single musical
composition to a sacred text, possibly but not necessarily performed in an ot&opd O
contends thanuchmusicological research has been plagued by this Oinexactitud®y®usichl
compositiondhave been granted or denied the title of oratorio through imprecision, to bolster a
particular view of the nature of the genre, or to inflate the importance of the part played in its
development by a particular compos&&éveral of HandelOs works havereously been
labeled oratorio, such &terculesandSemeletwo works based on mythology, not sacred texts
the latter being an integral foundationasétoria The termsecular oratoriois therefore
intrinsically selfrefuting, andHoward SmitheemphaizesthatQOn a genre classification of

HandelOs works based on the terminology of his time, [seven] compositions would be excluded

4. Chrissochoidis, 599.

5. Malcolm Boyd, OBaroque Oratorio: A Terminological Inexactitud€R®Musical Time&19,
no. 1624 (1978)507.

6. Ibid.



from the oratorio category.Because of these disputes, this thesis® musical composition will
adhere to the foundationaldimerts of oratorio as described Bynither, being Oa sacred,
unstaged work with a text that is either dramatic or narratisenatic.®

Englishoratorios werggredominantlyperformedn theatresandasWilliam Weber
statesOthe performances resembled both concerts amgéhe in different respect8 Handel,
as Weber explains, was siiitry mucha theatrical entrepreneur, and his ora®muld have
beenabundant with subtle dramatic insinuationBis accounts for theseof dramatic elements
in his musicand because stage directions@stinuously foundn HandelOautograptscores,
oratorio, though fundamentally lacking any stage action, was inherently dramatic in HandelOs
mind. Winton Dean pmts to examples iearly works such dsrael in EgyptandAthalia, where
entrances and exits were written foaccters along with scenery and landscapdOlater
oratoriosare[also] full of stage directions, sometimes very detailftA8 Ralph Webtexplains,
Gn a dramatic/musical work, the words and masiinseparable and indivisiblégt music
illuminates and articulates tligamatic situatiold* whichillustrateswebbOs idea tifebasis
for the dramatic element of oratoridandeland othersised voiceand orchestra interchangeably
to create vivid interpretations of textherebyusing thetimbre of instrumentsword painting

andtonal structures ttrangorm libretti into music The Oswiftness and intensity with whible

7. Howard E. SmithefThe Oratorio in the Baroque Era: Protestant Germany and England
(ChapelHill, NC: The University of North Carolina Press, 19,7350

8. Boyd, 507.

9. William Weber,The Rise of Musical Classics in Eightee@#ntury England: A Study in
Canon, Ritual, and Ideologxford: Clarendon Press, 199221

10. WintonDean, OThe Dnaatic Element in HandelOs Orator@Rroceedings of the Royal
Musical Associatior9 (19523): 3439.

11. Ralph T. Webb, OHandelOs Oratorios as Drabotlgde Music Symposiu23, no. 2 (1983):
125



composerOmagination responds to the draaas Dean explaingjives life to hisvorks
without usingaction, andhusis the foundation for the ability of an oratorio to effectively
translatehe text into music

Dean and Webb both write commentary ondrematic element of eighteenth century
oratorio and the various methods composers such as Handel, Pepusch,dbieémnee used to
articulate these depiction®ean goes into great detail about the use of the chorus, and how Othey
are generally the centrgivot on which [the action] all moves, as in many Greek tragefdied]
it is the fact that they are intensely concerned on the human level that it gives such power to their
dramatization of the moral issues at st&keCherefore one of the main diffencesn style of
the shift from opera to oratorio e chorusO centralized part of the musichamdt actsas a
mediator between theharactersRegarding the solo and enseminlasic Webb states Othe
normal Baroque procedure placed the action in the recitatives, whereas the arias were reflective.O
Moreover, Webb points to four other differences English oratorio haddpara seriathe
majority of which deal withhe structureand hyout of music, as composers woGidanipulate
musical conventions to accommodate dramatic synth&sih€se include the abandonment of a
hierarchal structure of importance between characters, as the main characters did not necessarily
have the most musto sing; the reduction afa capoarias to maintain the dramatic emphasis;
the augmentation of arias and duets to incite action rather than being merely reflective; and the

departure from using repetitive schemes in recitative and aria to make it Obhegossiedict

12. Dean, 39.
13. Dean, 39.
14. Webb, 141.



what would happen nextXThe modification of the recitative sections is particularly significant,
as theseccaradition was being amplified byccompagnatandobbligatotechniques.

One can see the embodimentitéseand othetransformabnsin several examples
throughoutGeorgian BritainThe continual expansion of the chorus from predominantly
homophonic to exploring different rhythms through melismatic sections andiéxgale can be
found in several of Handel@®rusesThesdncludeearlyinstancesuchas OYe Sorf Israel
MournO fronEsther(see Fig. 1o later examples frorviessiahsuch as OAnithe Glory of the
LordO (se€ig. 2) and OFamtoUs a Child Is BornO (Se@F3). Other English composersO
examples ofnnovative advancements include OPretty Prattler, Sad ThoO SweetO from Maurice
Greene(Rhoebgsee Fig. 4), and OLet Not Those Who Love ComplainO from Thomas
Augustine ArneO8ifred (See Fig. 5). Among other factors, these works echo both the
development of thermOsinpredictability and the expansion and increased prominence of the
chorus. Oratorio was expanding in continental Europe as well, as new breaktlvaides
foundin J.S. Bach@®t. John Passigrsuch as the chorusO developmernit 8s€est du Diesen
LosO (see Fig. 6). A later example is C.P.E. Babi&sraeliten In Der WYstearticularly in
sections agizott, Meiner VSter Gott, was LSssest du mich Sgbgee Fig. 7) an@d@ringet uns
zu Jenen Maurdd (see Fig. 8) where several innovative usésof are implemented,

especially in the arias.

15 Webb, 1460141.



Fig. 1: Expansion of polyphonic and fugal texture in HandelOs earliest or&sttier™
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Fig. 2: Handel demonstrating four different textual limesving in polyphony’

— e B e AN ) = e
et o T — i ———— -
hath spo - - =  ken it
e T — —
1 — — -+ - 3 '—r = il
a1 i — —f Ty |
Lod . . . . . hath spo~- ken it, and all  fleshT,
- e g e p : —r=
e __l.%'_ o — | ——— . — = —— -
—T === e = = :
veal T s, and all
- —f— t—H_T:— e e ] e
e i o o el e
klo = ry,the glo-rvof the Lord shallbe re - veal - _ed, —

Fig. 3: Melismatic layering over syllabic parts to emphasize text was a major initiative in
Georgian Britain'®
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18. Ibid., 56.



Fig. 4: Greene's innovative use of increasingly varied rhytiasicularly in the aria¥’

o~ N o~ ﬁ —
| { s tiprr’ 'ﬁ:*'r = e r_" e
ot rimrfﬁ sl ST eSS T
B . (5) -
-ply, And \\I - vio's va - cant Place _ sup - ply, — Syl - vio's va-cant Place sup - ply.
5 — — — — — — S E- [ 3 — .
YT —F | ¢ —F t,f,t; =
T | DY AN o meEie e My SO SN e o ST i S - — —~ - = =
s
6 5 0 R 6 6 § 1 6 E M6 66 O
4 34 3 4 4 3 ) 4 B
Fig. 5: Expansion of the ensemble movements: Trio and Duet sections becoming increasingly
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Fig 6: A further example of text overlap in J.S. Ba@t'sJohn Passioft.
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Fig. 7: CPBBach's development of the recitative sections to include choral resgbnses.
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Fig. 8: Changing of meter amid arias became increasingly widespread, in both Georgian Britain
and continental Europe, as demonstrated by CPE Bach.
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Other keyfactors of Englib oratorioallowing for dramatic effecire word painting and
the useof tonality and instrumental colour tiepict mood or atmosphefEo Webb, the
abandonmentf a dichotomy between drama and music isnegiral element of oratorio, &ghe

music articulates and complements the drama, or the drama prescribes the musical form and

22. Carl Philipp Emanuel Baciie Israeliten in der WYs{@udapest: Editio Musicd,971) 43
23. Ibid., 24.
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style.3* The use of the orchestra, from using Oviolins to represenfamedfrumpets to
represent patriotism,O as Eleanor Selfrigigéd describes, allowa:the oratorio to achieve
Ograndiosity that [opera] otherwise prevenfé@€zhestration played a major roledreatingan
artisticinterpretatiorof text, asOselected use of instrumeintsoduced a new dimension to the
existing choices for text illustion, which otherwise consisted of meter and melodic figiire.O
SmitherOs account for the orchestration of English oratorio Oranged from basso continuo support
for arias and choruses throughout {part accompaniments (continuo and unison violins) and
richer accompaniments in four, five, six, or even more parts, to large concerto grosso
accompaniments?OAn important stylistic trait of the peridd theorchestrads subordinate role
in arias, as it is naneant toJprovidecontrapuntal competition, but conephent it and fill in

while the voice rests’@it can be assumed thatmposers such as Hand8teeneand Pepusch
would not have followed the sanmmestrumentaframework for every composition, and therefore
it is imperativeto dissectherepertoire taauge their various patterns.

Regarding the harmonic structure of the Baroque oratiogionard Ratner suggests a
OsolarO explanation for the tonality that composers of the period adhered to, saying that church
modes are reinforced, and Othe tonic w@sunO surrounded by a constellation of closely related
keys.® David Ross Hurley, in a summation of Handel®s paradigms of oratorio composition,

proposes Ounity of key is promoted by subordinating related degrees to the tonic, and by

24. Webb, 143.

25. EleanorSelfridgeField, Oltalian Orerio and the Baroque Orches@&arly Music16, no. 4
(1988):508

26. Ibid., 510511.

27. Smither, 355.

28. Ibid.

29. Leonard G. Ratne€lassical Music: Expression, Form, and St{Neew York: Schirmer,
1980, 4851).
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occasional returns ofie tonic key.® HandeDs oratorios had deliberate tonal structures, and
Webb goes into great detail about ffaterns of the keys choseamphasizing that artistic unity
is created byhe methodiclkoutline of tonality. In order to balancamatic levelswebb
contends that Ostatic sections of lesser intensity must be written which either throw into sharper
relief the highly intensive sections or release and relieve the tension built up during the active
segments ®There & a striking example of this Baul,where Handel Oarticulates SaulOs rage by
thrusting us into [a] previously unused tonalitywjdch gives the listener an abrigense of
tension, one of the many usefstonal shifts for dramatic effett

In sum,English oratorids a multifaceted entity that, although staged withaction is
filled with dramatic elemenisnd thereforgives the composer a greater challettgeonveytext
andscenery than operdet to be discussed is the application of text and music, and the
librettists® methods of writing poetic syntax, language, and rhyme schemes from the period.
Through an analysis of sevelifdretti written in eighteentitentury England, overarching themes
will be determined of literarynodelsthat writers such as Charl@snnens, NewburgHamilton,
and Thomas Broughton would have used to adapt religiousTteese themewill broaden the
understanding adacredext adaptation, and assist in developing a fraamnkvior compositions
based ornntegrating foreign sourceBurthermore, a thorough analysis of the Biblical story of
David and Goliath will shed light on the themes, characters, and sybrt@xtjing conclusions
as toanaccurate portrayalf the storylIn addition, previous musical settings of the David and
Goliath storywill serve as influenceas they will give guidance as to composstsiegies

towardthe treatmentf the text. Moreover, examining the underlysagiocultural landscapes

30. David Ross HurleyPatterns of Creation in his Oratorios and Musical Drane&431751
(New York: Oxford Univeristy Press, 200D9.

31 Webb, 128.

32 Ibid., 135.
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both thetime of the biblical story and eighteergbntury Britain will give insighto the cultural
and religious economigand whether these would have impacted a musicalatdepdf the
text Along with considerations on text adaptation, examinatiorepérbire from the perioénd

the stylistic traitspreviouslydiscussed wilprovevaluablein the thesisO musical composition

13



ChapterTwo: David and Goliath: A CrosSultural Examination

The David and @liath story found in the Bibleg seeminglyheroic tale of good against
evil, fundamentallylends itself to the potential for dramatic musical accompanirirentder to
gain as much information about the text, characterd themes to accurately portray the stary,
crossreligious examationof the storywill be presentedas well amnalyses oprevious
musical adaptations of the stoWhile the majority of these compositions do not fall within the
eighteenth century, theyill give directionof artisticstrategies towardpproachinghe text and
demonstratether composerdf@atments oftte charactersO timbres and vocal ranges;
instrumentatiorand orchestral colougndoverarching plot theme$hese facetwill all help
determine how composers have perceived the story and what kind of atmosphsoeigjdty
evoke for the various scenéairthermore, analyzing the various libretti composed for
eighteenthcentury English works will examine the various paraphrases ¢éxth@nd how each
librettist treated the language and syntax. Finallgiscussion of the cultural milieu of Georgian
Britain, as well as the underlying historical themes at the time of the biblical story will give
insight as to the appropriate treatmehthe text, characters, and the respective music reflecting
them, apatronager other factorsnay have impacted librettistsO and composeetéyies
towardadaptation

The story, though commonly referenced from 1 SamuéhE7long version)is also
referenced twice more in the Old Testament, in 2 Samuel-2218nd 1 Chronicles 20(Short
versions) as well as the Babylonian Talmud in Sotah $2feQurOan in Sura 2 (Bagara),
Ayah 251 and the Dead Sea Scroll 4QSafhe biblicalnarrativedescribes a courageobsy,
David, slayinga ferocious, superhuman giant, Goliath, arsdeventuatiseto beingKing of

Israel. This account comes into question when other translations of the story are considered, as

14



the QurOamentions minimal informatin about GoliathOs size and physical attributes, whereas
the biblical version goes into great length about his vastness and ltetieg.King James

biblical translationGoliathOs head is removed by DavidOs sword, whiee€asrOatakes a less
violentapproachO[the Israelites]efeatedthe Philistinespy permission of Allahand David

killed Goliath, and Allah gave him the kingship and prophethood and taught him from that which
He willed.® The QurOan conveys a more sympathetic approach to Gatidttiscredits the
biblical emphasi®f DavidOs improbable feat aga@shuch stronger Goliatin the Babylonian
Talmud,Qhe Fhilistines came [relying] upon the might of Goliathay@ that he stood with
impudence, taunting the Israelites before fifurthermoreBenjamin Johnson looks at

4QSani, comparinghe text to that of the three biblical versions, and reaches a conclusion that
Qhe few extant variants for the narrative of David and Goliath in 4@@&idmot solve the

debate about the short alethg versions of thetoryObut ratherit Ogiv[es] evidence that the

long version of the David and Goliath story has stronger textual support than previously
recognized. B Thereforethese conflictingnterpretationsnake a libretto adaptation

controversal, asthere areevidentiallyseveral different variations of the way fi@misessuch

as thedepiction of violenceganbe communicated.

Upon investigatiorof the literature on the subjethere appear to be seveo#her
incongruities with the story, and scholars have attemptesttincilethesethrough hisbrical
research byointing toerrors intranslationtherefore causingome information to be
misleading In the biblicalversions much of the text appears to betlwstranslation, as there are

numerousnconsistencieound withnames and narratives in the accouAtsexample of such

33. QurOan: 2:251 (E.H. Palmer Translation).

34. Talmud: Sotah 42hl¢hanan &r Nappahdranslation).

35. Benjamin J.MJohnson, OReconsidering 4Q%and the Textual Support for the Long and
Short Version®f the David and Goliath Sto@Yetus Testamentu@®, no. 4 (2012)549,
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is the misleading information of whadlled Goliath, as the 2 Samuel text reaB¢hanan the son

of Jaareoregim, a Bethlehemiséew Goliath the Gittite, the staff of whose spear was like a
weaver's bear@°® Conversely, the 1 Chronicles passage indicates OElhanan the son of Jair slew
Lahmi thebrotherof Goliath the Gittite, whose spear staff was like a weaver's b&alotson
points out discrepancies with the fluctuating information of GoliathOs height and the reasons
could be either Oa scribal exaggeration in order to aggrandize DavidOs feat, [or] a scribal
rationalization in order to give the account more verisimilittiénCGaddtion, Dominique
BarthZlemyet al.create a dialoguef these, and other, inconsistencies with the storyirgrtd
rationalizewhich translation should be accredited with being the most accheatirs such as
literary historical marks, rhetorical critical observations and textcritical approaches influenced
their opinions, and ultimately the scholars came to different conclusions, roiirigto all
accounts® Thereforethe diversity of depictig the characters and story in an adapted dramatic
text is sizeableasthere areseveral routes tassessing thenderlyingissues presented in the
different versions.

Heda Jason investigatéee thematidasisof the story, includingn analysis in
ethropoeticterms,in an attempt to Odetermine whether or not to consider the story as stemming
from oral literature, and if so, to which genre does it belong; and further, how does this fact
contribute to our understanding of the Biblical te¥tXason preses severafoundational
similarities between David and Goliath and the classic-aily structuresud asthe use of

formulaic numbersThis is evident in the fact that David has three older brqtheds Othe plot

36. 2 Samuel 21:19 (Authorized [King James] Version).

37. 1 Chronicles 20:%AV).

38. Johnson, 540

39. DominiqueBarthZlemyegt al, The Story of David and Goliath: Textual and Literary
Criticism (Fribourg, Switzerland: Fribourg University Press, 19821

40. HedaJasonOThe Story of David and Goliath: A Folk Epi&Qlica 60, no. 1 (1979)36.
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would have been the same had only bragher functioned in the story, [but] in such a case,
there would have been no formulaic number, and the result would have been two characters
alone.® Similarly, anthropomorphic terms in the text contribute to an understanding of the oral
tradition, suchas the inclusion of only one woman in the story (SaulOs daughter), the emphasis
on David®s youth, and group characters functioning as a single person. Furthermore, only two
characters are described in physical terms, and Othe one detailed descripstumué end
equipment wormefers not to David, as is customary in the historical and national &pic.O
Finally, similar to the adaptation &aul all the characters are human and natural, including
Goliath, and Ono deeds beyond normal mortal ability &ileused to him.8 David relieson his
physical strength, not on God, to defeat Goliatig does not have supernatural powgason
concludes that the story is certainly a work of oral literature, and thetb&s®e elements should
be takennto consideation when adapting a libreftather thamelying solely on the biblical
translation.

There havédeen numerous attemptsadaptthe David and Goliath story to music,
including versions bydandel (though only the victory celebration at the ons&awil) Giacomo
Carissimi,Arthur HoneggerJohanrKuhnau,andKarel SalomonThese adaptations have
several elements in common, but ultimately all take different approaches to th€atisgimiOs
Dialogo Del Gigante Goligresents ahort narrativedramatic work, primarily with recitative
sections and occasional choryselich articulate the archetypal Barogcleorusstyle of
addressing moral issues aaxtting as a mediator between characters. CarissimiOs Goliath is a

bassvoicewhorelentlesslytauntsthe Israelites anBavid, a soprandl' he text is predominantly

41. Jason, 47.
42. Ibid., 49.
43. Ibid., 50.
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a paraphrase dfie 1 Samuel text, presenting Goliath as superhuman and the Israelites being
extremely afraid. The chorus declaims in a homophonic chbweisnOs miseos, heu dolentes,
heu peditos (Woe to us, poor wretches, woe men of sorrows, woe lost rfieeygnplifying the
pessimismand hopelessness the Israelites #direl Salomon, an Israeli composer, composed
David and Goliath: A Miniature Opera in Three Scemesich incorporatessraeli musical
elements into the scqrand depicte moredreadfulcharacterization of Goliathy having him
shout boasts onomatopoeticalouaO, etc andincessantauntsat David?> SalomonOs
emphasis on making Goliath seem invincible therefore sakeidOs victorgven more
satisfying, as several dances and choral victory chants ensue foliBwiiaghOs demis€his
adaptation of thetoryfurthersCarissimOgortrayalof David as divine emphasized through the
first scenewvhere DavidOs fathdesse, stresses tmat individual at his ageouldachieve

victory over such a man as Goliath.

Arthur HoneggerQse Roi Davids labeled as aymphonic psalnand itbriefly presents
the David and Goliath story in a narrative between two musical moveraemtZe deSoliath,
andChant de victoireGoliathOs entrance is represented through a trombone fanfare in the
Dorian modegmphasizindnis powerful appearance and cruel intenti¢gee Fig. 1Q)Following
a narration of theiblical passge, the chorudeclaims David).OEernal I0a choisIOEternal le
soutient(Choserand supportedf GodO in a victorious chord&Honegger did not choose to

depict Goliath aunconquerableand ultimately a more sympathetic characterization is

44, GiacomoCarissimi,ODialogo Del Gigante Golialialogo Del Gigante Golia Oratorigs
Orchestra and Chorus ofldica Fiata, La Capellaucale Roland Wilson, Conductor. CPO:
Deutschlandfunk, 2005

45, Karel SalomonpPavid and Goliath; A Miniature Opera in Three Sce(iEsl-Aviv: | sraeli
Music Publications, 1957), 32.

46. Arthur HoneggerlLe Roi David: Symphonic Psalm in Three Parts, Adt@rama by Rene
Morax (Lausanne, Switzerland: Foetisch Freres, J952
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presentedin contrast t&Salomon and CarissimiOs emphasis on GoliathOs demise, HoneggerOs
approach is more aboexaltingDavid andmaintainshe focus on hiachievementA further
example of the story adapted to music is in KuhnRigb® SonataDer Streit Zwischen David
und Goliath, wherethe composeemploysseverahrtistic uses fotext paintingto emphasize
GoliathOmight and bravadd{uhnau even markisstances of musical motibove the staff,
such as ¥en tirata la selce colla frombola nella fronte del Gigafitee sing with a rock is
pulled back in front of Goliath),0 at which pdimére is a descending lifa@lowed by asixty-
fourth note ascending muo imitate the slingtretchingand releasing a rock at Goligiee Fig.
11). This is followed by GoliathOs death (marked Ocasca GoliathO), wiainklated through a
descendindpasdine, modulating from C majaio F minor. These instances demonstrate that
Kuhnau sought to illustrate a vivid imageldvid courageously defeatirmgn enormousoliath,
and thecreativeuses of technique andubtitlesassisthim in achievingthis representation

Fig. 10 Fanfare used to depict Goliath's entrance in HonedgefRoi David"’
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Fig. 11: KuhnauOs use of subtitles and musical atisspryrtray Goliath's deafff.
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Considerations of the libretti written durigeorgianBritain reveal parallels to the
cultural and religious econonand theirrelationshig with music. Ruth Smith goes inttetail of
the various inspirations librettists used to paraphrase biblical commentary and the religious
debate on these adaptations of scripture. To Smith, Othe language respected the style of the
original,O and the poetic stylizations bring out key featur€seyetition, the use of abstract
terms for concrete; [and] the attribution of sense and action to inanimate ofjj@¢te.Bnglish
oratorio text had several common structures, such as simple characters that were exalted and
edifying, leading to controversg Georgian Britain amongst Church and literary circles, such as
the debatable adaptation of Samson as a pardependentrom God. Smith explains that
several groups desired to view certain biblical characters as godlike, as they Opreferred to show
Sanson as intermittently divinely inspired, but at the same time to show the miraculous elements
in his life as reconcilable with reason,O contradictory to the viewpoints of contemporary
orthodox theologian® Additionally, these individuals were concernedhdiscrediting
miracles and other divine elements, such as Othe implausibility of a personal God revealing
Himself.®" Regarding this thesisO adaptation of the David and GoliathBig, Hunter
asserts thaBritish composers Oattempted to craft theirks to appeal to the anticipated paying

audience ¥®and therefore, despite views to the contrary on text adaptations of divine

48. JohanrKuhnau,Piano Sonata: Der Streit Zwischen David und Goli@teipzig: Breitkopf

und HSrtel, 1901 129

49. Ruth Smith, Olntellectual Contexts of HandelOs Oratdviosj®in EighteenttCentury

England: Essays in Memory of Charles Cudwo@hristopheHogwood and Richard Luckett,
eds.(Cambridge: Cambridge University Press, 1983),128.

50. Smith, 126.

51 Ibid.

52. David Hunter, Batronizing Handel, Inventing Audiences: The Intersections of Class, Money,
Music and History,Garly Music28, no. 1 (2000): 41.
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individuals, it can be inferred that the text may have glorified David and execrated Goliath to
appeal to the typical patronbgtupper class, nobility and clerdjy.

In sum an examination of thaudience of Georgian Britamay provide the begtsight
andguidance as to composing a libretto for David and Golittle.fact that Handel was an
entrepreneur and needed to make incénora his music, as Hunter suggesiguses one to infer
thatthe music would be written to depict a certain point of view, sutheasproar that occurred
from theSauladapation. In particular, here are evidently several different routes terpreting
the characterizatioaf Goliath,and the stylistic representation of the antagonist in Georgian
Britain drama, such as Polyphemuo#cis and GalateaTolomeo inGiulio CesareandHarapha
from Samsonwill shed light on the appropriate portrayim Saul,Handel has alreadyresented
an interpretation of David, which will help to discerauitable characterization, including vocal
range Jlanguageand whether there was alementof divine inspirationFromthe research of
BarthZlemyet al, it is clear thathe discrepanciesf the story areast and thereforeiscretion
must be used teliminate the amiguities of the various textdasonOs researbowever,
suggestshat the storyOs oral traditioreventshe sole reliance on biblical texs the
aforementioned themes plysical descriptions, formularmimbersandanthropomorphic term

are integral in comprehenditige storyOs subtext and nuance

53. Hunter, 34.
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ChapterThree: Compositional Analysis &favid and Goliath An Oratorio

Theconcludingsection of thighesis willanalyze the compositiddavid and Goliath An
Oratorio itself, wherebyexamining the musical and textual elements implemented from the
researchFirst a comprehensivanalysis of the libretto, including biblical teparaphras will
undergo arevaluationandother examples of the era will be drawn to demonstrasenitigarity
to libretti composed durin@eorgian BritainJustifications for rhyme schemes, text language,
andarchaicstylizationswill alsobepresented to rationalize theisagen the text.Furthermore,
an explanation of the adaptation of the David and Goliath story will be provided, with regard to
its themes, subtexgnd comparisons to other sical adaptations of the stoiys well, through a
comprehensive analysis of the compositionOs musical aspects, such as tonality, instrumentation,
timbre, and texture, parallels will be drawn to other compositions to provide evidence that it
stylistically fits a similar framework to an eighteemntuy style.Moreover, ndividual
analyses of thehoral and instrumental parts withlidatethesestylistic formulae, as well as the
broaderissues of organizaticand structure of musi®ocal analyses will includéhe
organization of chorus, recitativecharia sections, as well as vocal ranges and stylistic parallels
to other English oratorio vocal scores. The instrumental evaluations will include orchestration,
the OdoublingO of varioudrimsients by others, counterpgiand voice leading, while once
again drawing on parallels of period examples.

The libretto ofDavid and Goliaths drawn from the King James (Authorized Versio
text of the bible, while usinthe long versiorfl Samuel 17)The recitative sections aleral
paraphraseom thebiblical text, slightly adapted to represent a declameagtyig, rather than
narrative In addition, several recitatives are modified to create a poetic stylization, such as in the

fifth recitative. Thisstems from an operatic tradition, as evident indéd®4\cis and Galatea
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whereby the recitatives are modeled to have a rhyme scheme, such as OLo, here my love, turn,
Galatea, hither turn thy eyeSée, at thy feet the longing Acis lied.Conversely, Handel
modifies the recitative formula in his orat@jas inSamsormwhere very few rhyming couplets
exist. An example of this is SamsonOs recitative OJustly these evils have befall'n thy son/ Sole
author |, sole cause, who have profarftD@vid and Goliatiimplements the use of both styles
of recitative lmguage, as it is difficult to pinpoietxactly where in Georgian Britain, if at all,
composers abandoned one method and commenced aRottieermoreabbreviated suffixes,
used tdyricize text and truncate syllablesefrequently employeth David and Goliathas
they are inGeorgian Britain oratorio, such asJohn Stanley@smri, where one finds text such
as OWhy art thou thus, when in the blossomOd,B5afd OEmbracOd by beauty and regal®d
with wine.®” While these examples merely offetaste of the language of Georgian Britain, one
can see the syntax that this thesisO composition pamiiétbat it provides a starting point in
an examination of the entirety of the work.

Ruth Smith, in her aforementioned analysis of HandelOgd#reffersseveral
distinctive qualities of the language found by his librettists. For example, Oan insistence on
pathos, the use of contrast, the presentation of emotion rather than action; the extended use of the
Chorus for unqualified commentary; thentrality on the virtuous nation rather than the
sympathetic individual and the championship of that nation aceessible yet miraculous
God.& Several of these facets are apparearid and Goliath such as the Israelites®

consistent fear of Goliatiand pleas of mercy 8ave us, God and guide/ Thy mercies provide.O)

54. George Frideri¢iandel Acis and GalategKassel, Germany: BSrenreiter, 2001), 47.
55. George Frideritdiandel,Samson: Oratorio in Three Adflllans Dieter Clausen, ed. New
York: BSrenreiter2011), 35.

56 John StanleyZimri: An Oratorio(Huntingdon, England: KingOs Music, 1088.

57. Ibid., 46.

58. Smith, 118.
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The action is presented only in the recitaBeetionswhereas the arias and choruses are all
reflections of emotion based on the actibhe Israelites (the Ovirtuous nationO) rétain
centraity of the oratorio, and remammediatorbetween the two main charactesspgruento
thechorus style of English oratori&inally, the accessible and miraculous God aids David in the
defeat of Goliathexemplified by the Israelites praisiGpd, not David, in the finalhorus This
is similar to the end of Handel@shua upon which the chorus sings OThe great Jehovah is our
awful theme/ Sublime in majesty, in pow'r supreme/ Hallelujah,O followinptiguering of the
city of Debir>® Theseelementslescribed irDavid and Goliathdemonstrat¢hatthe Baroque
oratorio idealsare preserved, artle themes presented are in line with those in librettos written
during Georgian Britain.

Several influences led to the ultimate judgmerthefrepresentationf themain
charactersn the story As previously mentioned, Handel has depicted Daviskin| andDavid
and Goliathattempts tkeep the characterization relatively similasjng a tenor voice and
having an essence of divine supp®avid is always optimistic, and acts as a succor to the camp
of Israelites, despite being a yowtho has never gone to w@avidOs faith grounds his
confidence and humilityand consistentlgrticulates his devotion and trust in God, saying lines
such as @e Lord will deliver me from his hand,0 and Obe not afraid, the Lord is with thee.O
Goliath is also briefly portrayed in Saul, using terms suagh@sstey boaster haughty and
impious while having areadful hand®® These adjectives clearly indicate how Handel, and the
librettist Charles Jennens, soughirtterpre Goliath:as an arrogant brutevho deserved no

sympathy from the audiencehis depiction idurther articulated ibavid and Goliath asthis

59. George Frederic Handdlpshua: Oratorio(Leipzig: J. RieteBiedermann, 2003), 127.
60. George Frederic Hand&aul: Oratorio in Three ActKassel, Germany: BSrenreiter, 1962
5.
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ruthless an@ruesome personarticulated by a bass voids,defined in descriptions such as
ogre, marauder andgiant, while having anenacing tonguandruthless handSimilarly, Saul is
depicted as a bass ke is in HandelOs depiction, #mwise, caringcharacter of Jesse is
represented as a tensimilar tothe portrayalof the Wise Merof HandelOBelshazzaf* There
is also an Israelitavarning the others of GoliathOs approadfyis represented by a tenor voice
and has an inhereatement of wisdomgautioning the other Israelites not to listen to his taunts,
Ofor his will and his words are poiso@fze again, the libretto seizes an opportunity to amplify
GoliathOs wickedness, and instantly indicates to the audience that the giant is not &dbe trust
The vocal score is representative of eighteeethitury tonality, with several nuances of
source material from Handel and other composers of Georgian BFtdiowing the overture,
the oratorio begins with a chorirsA minor, OPrepare for War, I8rael,O immediately setting a
somber and subdued mood, as the Isragiitysare for their impending battle with the Philistine
army. The beginning introduction almost serves as a second overture, with a dotted rhythm and
slow pace, from which the chorasters in a declamatgrigomophonicstyle.As the piece moves
within the diatonic chords of the harmonic minor scale, the music depicts the anxiety that the
Israelites admit they have, singing Omay God our fear and doubt di$peb@xietyis created
throughthe preparation of cadendsoughthe use of diminishedeventh chordard pedal
point, as thealternating harmonies above thentinualbass give the music elemsof
turbulence and unsteadine$se movementhanges moods following a fermateagpithe
parallel majoy upon which the chorus advises each other to remain h@refudourageous,
where the four voices move in polyphony following a soprano and altoTthetusicthen

transports the mood back to thkeginal melancholic feeling through an immediate modulation

61. George Frederic Handd@gelshazzar: An OratorigLondon: Novello, 192); 108
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back to the parallel minor and original warlike tempo. This is further evideheahorus ends
the movementvith areprise of the original melodye-establishing theentiments expressed
eatier in the piece, particularly thdoubt they have in their capability to defeat the Philistines.
Thepiece is similar to the opening of Handebsannaas the chorus OHow long, O Lord, Shall
Israel GroanO creates the same hopeless and pessimistig, fdsb in the A minor ke¥.
Following the opening chorus, the aforementioned Israelite warns their camp to beware of
Goliath and not to listen to his boasts. Goliath teetersand the first words he sings ae
attemptto increase the IsraelitesOrfleppointing out thai apprehensiotoward him. He then
challenges the Israelites to send out a soldier to fight him, @owhis line, Oye me a man,O

the vocal line stretches high, imitating a shout.

Goliath® first aria, OBehold, They Hidé&» acomedicauraas he mocks thgiteous
Israelites and their terror toward hims thood is similar to@Ruddierthan theCherryO from
HandelOacis and Galateawith the orchestra@gccataechniqueurther emphasizing the
lighthearted feelings Goliathridicules the Israelitegsee Fig. 12)The vocal line explores
several melismatic texturdsut ultimatelyremains relatively iunison with the rhythm of the
orchestraUpon GoliathOs aria ending, the chamrsediately enters in with their response,
OHorror, Terror, The GiastDongue Is Cruel,O once again affirming their doubt andTieiar.
chorus features several eighteea#imtury stylistic features, including fugal textures, unison
singing and the use of homophony to emphasize &teral lins are in fugal polyphonyas
each voicdakes the melody one after another, whether inverted, retrograde or at a different
pitch, to thereforecreate a texture wheed! voices are interweaving togeth&he first two bars

are in unison, as the words OldoriTerrorO are all the same pitches. This is done to emphasize

62. George Frederic Hand@usanndLeipzig: Deutsche HSndelgesellschaft, 18326
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thetext, as is any instance of homophony, so no different harmony or rhythm conflicts with the
meaning of the lyrics or creates ambiguiffe chorus singghe lineQempests form within the
landO as a diminished seventh choridomophonyand continues to create tension underneath
the orchestraOs unyielding and suspenseful sixteenth note arpEggitesads the piece &

final, solemn cadence in Cimor, stressing the discomfort that ttszaelites feel now that

Goliath hagleclaredOdoom awaits thy piteous cry.O

Fig. 12: Orchestra's use of staccato to create lighthearted feel.
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DavidOs first aria is preceded by a short recitative between he and Jesse, where David is
instructed to go to the Israelite camp where his brothers are and deliver them supplies. Upon
DavidOs arrival at the destination, he notices the fear of the Israalitguestions the rationality
of their emotions, as he claims Othe ogre is weak behinudiigy wordsO and that Goliath has
a Ofalse vene@DavidOsla capaoaria, OBe Not AfraidO is a comfortjrigce in F majorwith a
lyrical melody that stays reigely diatonic, with two instances of modulating to the dominant
key of C.The light melodyemphasizes the comfort andnsolation that David is attempting to

bring the Israelites, and the use of suspensions in the orchestration accentuates this tranquil

63. Ebenezer Prout, ed., OO Ruddier Than The Ch&ong> and Airs by George Frideric
Handel, Volume II: For Low Voic@Boston: Oliver Ditson Company, 1903.
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atmospherereated ThetenorariaDs music and atmosphere reseswlerapieces throughout
Georgian Britain, such as ODescend, Kind Pity, Heav'nly GuestO from H&ihdelfdsa(see

Fig. 13) and OTbugh Storms Awhile the Sun ObscureO from ArAdasi (see Fig. 14)

Following the arig David decides to put himself forth as the candidate to fight Goliath, stating
thatthe Philistines will bgoowerless Oif the marauderOs blade shall fall.O Once again, the
recitative is presented in rhyming coupletmitar to several of HandelOs operatic recitatives

and the final cadence into E minor sets the key for the concluding music for Part One, the chorus
ODavid and Goliath, May Evil Fates Relent.O

Fig. 13: Handel's use of light orchestration, subtle modulatesrTdsdominance of text to create

tranquil atmospher&.
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64. GeorgeFrederic HandelTheodora: Oratorio in Three Par{®ew York: BSrenreiter, 2009),

43.
65. Thomas Augustine Arn&ghe Masque of AlfreLondon: John Walsh, 1757), 65.
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The final chorus of Part One is an agitated, thrillimgvement, further expressing the
IsraelitesO fears and uncertainty. The orchesttabnthnoteintroduction gts the mood for the
piece, and is articulated by mpets and drums to elicit a viae feel. The chorus gesthrough
severaharmonicmodulatbns alternationdetween polyphony and homophoaypdseveral
fugal sections such as in thextended OAmers®ction toward the enBrom an extended
opening theme in E minor where the chorus continually cries ODavid and GoliathO in antiphony,
the musids transported into B minor through cadential preparation via secondary dominant
motion.A shift to G major for the text Olet JesseOs son be kept by aea\@nliathOs day
lamen®and the OAmenO sectimasents a contrastingxture as themove to themajor key
depicts acertain element of hopefulness that the Israetitidlanaintain Thesecontinuous
modulationscombined with the unrelenting pasignify the unresand insecurityhat the
Israelites feelyhich is culminated byccentedstaccatonotes at measur@?. These notes
signify the beating of war drums, further emphasized by the triplet pickups on the tifrfpani.
piecetakes the listener through several different emotions, and ultinfatislyeswith a sense of
deep feaand pessimism for DavidOs liéencludedwith a finala cagpella plea, and a®AmenO
in E minor.Part Oneas a whole is very macabmed somberand is intended tidlustrate the
profound terror that the Israelites feel toward the Philistines and Gdltahdark atmosphere
createds similar to Act One of Handel@®=phtha as therespectivenoods remainrelatively
analogous. In both casémweverthere are instances of tension being released, sudhaseO
Labours Past, How Happy W& @nhich iscompaable to DavidOs OBe Not Afr&iboth

movements serving as contrasts to the overall subdued ambiance.

66. George Frederic Handdephtha(London: Novello, 1880), 35.
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While Part One had ieelatively similar emotion throughouBart Twohas much more
elasticity of emotionlt begins with a recitativethere Saul discourages David from going into
battle against GoliatiDavid informs Saul that he hagrotected his flock from lions and bears,
andthathe would be protected against Goliathying Othe Lord will deliver me from his hand.O
Saul reluctanthagrees, and gives him his armsaoiiaid him in battleDavid then delivers his
secondda capaaria, @ll Y e Who Fear, Lend Me Thine Earm@ major, in which he once
again tries to calm the spirits of the Israelites with his reassurance that he wealdGimfath.

The highlyembellishednelodyis comparable t&Why do the NationsO friviessiah(see Fig.

15), andstays relatively diatonic with few modulations, very typical of English oratorio arias.
Next, there isa duef OCome To KO in which Goliath continues his ceaseless taunts at David,
whereas David remains steadfast in his faith that he will be protected by God. Higidyis
influenced fromSamsonwhere Samson and Harapdregage in a hostile duet, OGo, Baffled
Coward, ®@.QIn this example, both characters have an individual verse where they indicate their
sentiments, after which the vocal lines sing upon another, eliciting somewhat of a quarrelling
atmospheré’ OCome To MeOQuvigitten as a passacaglia, in triple meter waithostinato bass, in
which the melody dominates the accompaniment. The orchestra simply plays chords underneath
the two voiceswith exception to a middle sectiovherepizzicatostrings underline dueling
melismatic harmonies. The dramatic shift from Cana)j the preceding aria into the previously
unused Fsharp minor is intentional, tritone inten@tween keyemphasizes the shift in mood

from comfortto unrest.

67. Handel, Samson66.
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Fig. 15: Example of Handel using melismatic embellishments in the vocal nf&lody.
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The penultimate chorus &favid and Goliath ODavid, O Terrorg&guesrom a
crescendo in the preceding movement, and reaffirms the terror that the Israelites feel as the battle
is about to commenc&he listener is instantly reminded of OSurely, He Batime Our GriefsO
from Messiahin the rhythm and tonalitisee Fig. 16)yet is dissimilar in thanot all the voices
aresinging in homophony at the beginnif@nce again, the chorus explores several different
musical texturesincluding fugueunison,andantiphony,and alternating between major and
minor sectionsThe homophonishouts of ODavidO at measurad8particularly of note, as
theyrepresent the Israelitégal call to Davidto have unwavering faith as he departs for battle.
Similar to oher pieces thus far, the movement ends with a cadence to the tonic rsharpF
reinforcingthemood of the IsraelitesO hopelessness and deBpaiiinal recitativenarks the
climax of the drama, d3avid defeats Goliathvith his sling and stoneBavid remains confident
in his confrontation with battle arefrongin faith, as he credits a divine influence having control
of the stonesO paths, saying, Obe swift, ye stones, fulfill thy holy choee Beiid launches the

stones Goliath acknowledgesis blood has been shed, and that he has been slain by the youth

68. Handel Messiah 141.
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The final perfect cadence intd Biajor once again emphasizes tBar favoured David in the
battle and that the audience should not sympathize with Gdiadise.

Fig. 16: Similaritiesn vocal rhythm from "Surely, He Hath borne our Griefs" fribtassiah®®
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The final chorus of victory, OHallelujah, Let #ikeNations Rejoice, {8 instantly
recognizable as influenced from the Hallelujah chorus ftessiah’® but takes several different
routes than HandelOs chofsilowing the openingitornello, the openinga cappellashouts of
OHallelujah®mphasize the text, atite echo between the chorus and orchestra establishes an
antiphonal texture Severalocalstylizations are implemented as the piece progresses, such as
duets polyphay in all voiceschange of tempi and dynamic contr&dements otext painting
are alsgresentsuch as the trumpepsoviding a fanfare ahe chorusO call, Osound the
trumpetsQwherefore giving life to the tex8everal modulations in harmony are presergadh
as at measure 23 to the dominant, measure 41 to the relative minorchrmhiatic sequences
from measures 55 to 6Thesechromatically progressingadenceserve agmotionalcontrasto
the preceding lyrical and expresspa&ssagesnd also provide transitional suppfyam the
subdominanthordto thetonicin measures 59 85. At measure 66, the movement changes into

triple meter, as the chorus articeathe final refrain OHallelujah, AmenO in homophony, once

69. Handel Messiah 90.
70. Ibid, 153.
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again to emphasize tmeeaningof the text.Changing of meter was not atypical in choruses in
Georgian Britain, as one can find an example in ONo More to AmmonOs God and KingO from
Jephtha(see Fig17), andOHe Saw the Lovely YouthO frdimeodora(see Fig. 18)Some

deceptive adences are usedtime movementin particular at measure 96, right beftvechorus
prepares to sing the final stanZ&ese cadences are used to keep the listener engadedt
knowing what will come nexinfluencel from Georgian BritainGaylistic trait of

unpredctability. These textural elements described in this section in relation to the vocal score
demonstrate their relationship to eighteecegntury form and stg, andthereforerationalize

theiruse in the composition.

Fig. 17 Example of Handel using meter changedéphtha’*
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71. Handel Jephtha14.
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Fig. 18: Switch to triple meter in the chorus "He Saw the Lovely Youth" fidmodorafor
dramatic effecf?
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The orchestration fddavid and Goliaths similar toan eighteentitentury chamber
ensemble, featuring strings (two violins, viola and basso continuo), oboe, bassoon, trumpet,
timpani,andharpsichordA keyboard realizatioof the orchestratiohas been added for
rehearsalise, but could also besed in performance as an orghisted in the performance notes
of the piece are several baroque stylizations, including notes on trills, rhythm, articulation, tempi
and dynamics, as well as a brief exgation of the musical themes presented in the vocal and
instrumental parts. These characteristics aid the musicians in historical performance styles, along
with giving the conductor a sense of the thematic material of the piece. The overture incorporates
several features fromanglish oratorio overturesncluding a slow, dotted introduction
concluding with a Phrygian cadence, and a contrasting second seétigheta at a faster
tempo.The majority of HandelOs oratorios use Finéch overturenodel,such as the overture
of Messiah(see Fig. 18 which begins with a dotted rhythm andjeavetempo, followed by a
fugue section markeallegro moderatoln the fugue, the original subject is repeated in all

voices, whether retrograde, inverted, halfribée values, or at a different tone, while new

72. Handel Theodora152.
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subjects are further introduced as the fugue progreSsesarly, the overture oBelshazza(see

Fig. 20, similarly marked by several ornamental stylizations, renders the same theme: a slow,
dotted introdation, markednaestospfollowed by a fugue with numerous subjects based upon
sixteenth notesThe David and Goliathcontrasting section isfaghetta whereby having fewer

repetitions of the original subje@ndbeing somewhat shorter than a typical baefugue.

Fig. 19: French overture introductory style four;d\nessiah demonstrating the slow, dotted
rhythm!/
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The relationships between instruments, whether being independent, creating harmonic or

rhythmic counterpoint, or OdoublingO (i.e. playing the same part), will be presented to

demonstrate the correlations between similar scores in Georgian Britain orEtermboepart

73. Handel Messiah 1.
74. Handel Belshazzar?.
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in David and Goliathis generally doubling the first violin, but also has some instances of
independence. Similarly, the trumpet is mostly doubling eitheolibeor first violin, but also
hassolosections in the aforementioned responses to the choir shouting Osound the trumpetsO in
the final chorusThe bassoon igredominantly doubling the basso continuo limnbereas the

timpani, at three pitches, are provipgrcussiveaccompaniment for dramatafect. Both violin

parts often are in harmony, especially intervals of thirds and sixths with the same, rhythm
whereas the viola often haslependent rhythms and harmdoycreate contrasting counterpoint
and textureThese relationships between instents are similar to the ones used in eighteenth
century oratoripas Roland Jackson explains, for Oviolin parts were each doubled by an oboe,
and the cello and bass were reinforced by bassG@imilarly, Jennifer Beakes explains,
Otrumpets @hoboes pedrm together frequently [antfe inclusion of oboes in the texture of
trumpets and horns E is in keeping with practices by other Baroque compd&EtstBermore,
Jackson asserts that OHandelOs timpani were mainly rhythmical (rather than pitch) is€rument
whose players often simply improvised their parts, and that they were predominantly used to
articulate dramatic scenef¥.

Othersignificant aspects of the orchestra in the score include the instrumental interludes,
or ritornelli that introduce several of the piec&he orchestra employs severigbrnelli at the
beginning of movements, such as OBe Not Afraid,O where the melody is introduted and
sceneOs mood is SEtese short introductiorten includea woodwindor other slo instrument

doubling the melodysuch as the oboe in this scamed then playingacetoncethe vocal line

75. RolandJacksonPerformance Practice: A Dictionary Guide for Musicigh&w York:
Routledge2005), 272.

76. JenniferBeakes The Horn Parts in Handel's Operas and @naos and the Horn Players
who Rerformed in These Work&nn Arbor, Michigan: ProQuest, 2007), 59.

77. Jackson, 174.
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begins.Senza ripienanarkings in Handel scor@sdicate that theipieno, or reinforcing,
instruments (i.e., timpani, trumpet, hdr@re not tplay, whereas the instruments who act as
soloists communicate the music, such as the introduction to OComfort Ye My PeopleO from
Messiah(see Fig. 2 FurthermoreSelfridgeFieldOs analysis tife baroque orchestra reveals
that there was a Oconscious kagis on strings'©which explains the dominance of the violins
over all other instrumentas theytypically assumeahe melody andarely have measures of rest.
Thecontinuo instruments accompany the recitatieesnsure the text is highlighteahile the
accompaniment for the ariasd chorusess typically polyphonic such as in OBehold, They
Hide,® where the first violin reinforces the melody, and the other instruments articulate the
rhythm.Several instances of suspension among the stringsadio create tension and release
in harmonies, such as the openiiigrnello in OBe Not Afrai®The hemiolatexture found in

the viola contrasts with the first violin, while teecond violin also plays a contrasting rhythm.
Thesecontrapuntatechniquesreate ssereneatmospere, sincehesecond violin and violaOs
return tohomophonyin measure 5 emphasizes the first violin and oboedsly.

Fig. 21: Handel's use afenza ripien@ndcon ripienoto create depth in orchestral
accompaniment’
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78. SelfridgeField, 508.
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Further uses of orchestral technique aré@openings of the choruses ODavid and
Goliath, May Evil Fates Relen#bd ODavid, O Terr@asbothemploya hasteninghythmic
vitality to create a suspenseful mood amdelement of unrest for tlaeidienceThe uses of quick
contrast in rhythm and dynamic, such as measuf@sd ODavid, O Terror,O keep the listener
engaged, and stimulate the dramatic element of the scene. Instasgesopfatiorin several of
the movements, particulartiie hemiolain thefirst violin beginning at measure 42 in ODavid and
Goliath, May Evil Fates Relen&pands the turbulencas does the frequent use of diminished
seventh chords he aforementionedixteenthnotediminishedseventharpeggiomotif beginning
at measure 14 i®@Horror, Terror@ighlights the fear that the Israelites have toward Goliath, and
its incessant continuation and growth furthers this ambian@ieal useof dramatic effect in the
orchestra is the continuipletsin the timpani in OHallelujahet All The Nations RejoiceO
from measure 66 onwar&ince the triplet is on the third beat in triple meter, it acts as a pickup
to the first beat, whereby establishing a marchtteebmplement theeremonial victory chant
Theseorchestraklementslescribedn this sectionsuchas instrumentation, use of timbre,
performance style, and dramatic technigeenonstrate their correlation with similar stylistic

paradigms of Georgian Britain.
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Conclusions

The score oDavid and Goliaths indeed multifaceted, using cultural appropriation from
eighteentkcentury Britain in terms of the vocal and instrumental texture, as well as the librettoOs
language and thematic materighe expositionof Baroqueoratoriq such asts tonalitiesand
forms has presenteseverakconclusions of stylesuch as theevelopment of innovative
compositional technique in thvecal scores, as the role of the chorus became increasingly
expandedTheexclusionof the vast number afa capoarias of opera waa staik contrast, as
eighteenthcentury oratorio promoted the development of action rather than reflective, emotional
movementsThe chorusO role became much more predominant than other dramatic works such as
masques, passions and opasathey provided the otal role, often acting as a mediator
between characters, and usually expressing moral ideals and printifdes.chestra playeal
subordinate role to the chorus and solastshe text was incessantly emphasized, and therefore
the most important padf oratorio.However, the orchestra still maintained a major function of
the drama, athe overtures, interludesinfonias,and othemccompanimentenhanced the
atmospheric quality of the musi€he music oDavid and Goliatitakes these, and other,
elements into account in its composition, anticulates thesubtleties of music found in
Georgian Britain.

Regarding textual considerationisetsacred quality of oratoried to several
controversies, especially in the adaptatbbiblical text.It hasbeen demonstrated that the
treatrrent of characters was a challenge thessue of divine influence and intervention rather
than human accomplishmesreated disagreements in both religious and secular cibzesl
and Goliathattempts to present characters similar to those depicted by Handel and others, as the

examination oheroic protagonists and ruthless antagonists of English orab@spsovided
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guidance to representatiorhe libretto reflects the syntax, poetic scheas versification of
eighteenthcentury language and biblical treatment, and considers themes stemming from the
oral tradition and other religious interpretatiohke notion that thébrettists of Handel, Gene,
Pepusch, Arne and Stanlesxerewriting to accommodata certain point of view is a curious
topic, asthe patrons of these composers were typically wealthy and therefore possibly influential
on thar works. The research suggests that patronage played a role of depicting Biblical
charactershut further evidence is necessary to prove these individuals were obligated to
depicta particular treatment of storyline and characterization.

In sum,David and Goliathposits a framework for future compositiopmehether dramatic
or otherwisebased upon cultural appropriation or pastiche structAresinderstanding of the
respective culture or historical era is imperative, asrthsiclikely reflects deeper issues,
including social and economic influences)en considering stylistic traitk this case, the study
of both the cultural landscape of Georgian Britain, as well as the characteristics of oratorio and
Baroque musigvere essential imcorporating stylistic formulae from these sources.
Furthermore, the treatment of testlsodepemient oncrossculturalconsiderationsas several
examples mudte scrutinizedo determinean accurate portrayal of both the syntax and linguistic
qualities, and thgreatercultural idealsTheintricacy of the David and Goliatlstory proved to
be an advantageousnodel, asa more definitive and cleaut text would have provided fewer
challenges in adaptatiomhis thesis haproposechumerougormulaein creatingcompositiorl
materialbased on interpreting stylistic qualities from a certain condéextthe dramatiavork
presentec@ppliesthese method® demonstrata credibleparadigmof eighteentkcentury

oratorio composition
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Appendix A: Libretto ofDavid and Goliath: An Oratorio

PART ONE
1. Overture
2. Chorus
Israelites:

Prepare for war, O Israel!

May God our fears and doubt dispel!
Let all thy hearts and souls be brave,
And pray that God, almighty, save.

3. Recitative

Israelite:

My brethren and friends,

The Philistines have challenged our defense;
The giant of Gath approaches to bring war
Harken not to his menacing tongue

For his will and words are poison.

Goliath:

Thine armies of Saul shall not prevail:

See how ye tremble and shrink.

I defy the soldiers of Israel this day:

Give me a man that we may fight together.

4. Solo and Chorus

Goliath:

Behold, they hide; behold, they fear.
Israel’s doom draws nigh.

Swell, extend thy fright to my spear
Doom awaits thy piteous cry.

Israelites:

Horror! Terror! The giant’s tongue is cruel:
His armor brass and spear iron tool’d.
Tempests form within the land

Stemming from his ruthless hand!

Save us, God and guide,

Thy mercies provide.

45

5. Recitative

Jesse:

David, my son, take now for thy brethren
this fare.

Run to their camp, take their pledge, yet
beware.

David:

Brethren, I salute thee, why do ye shrink in
fear?

The ogre is weak behind his mighty words.
Let Israel triumph o’er his false veneer,
For this man defies the armies of the living
God.

6. Air

David:

Be not afraid, the Lord is with thee,
Bid your solemn state depart.
Strong in faith let us be.

Be not afraid, the Lord is with thee
Be still thy heart. (Da capo)

7. Recitative

David:

If the marauder’s blade shall fall,

The Philistine armies surely shall be stall’d.
Let no man’s heart fail because of him;
Thy servant will risk both life and limb.

8. Chorus

Israelites:

David and Goliath,

May evil fates relent.

Let Jesse’s son be kept by heav’n,
And Goliath’s day lament.

Amen!



PART TWO
9. Recitative

Saul:

Thou art not able to go against this Philistine
For thou art but a youth, and he a man of
war.

David:

Thy servant did his father’s flock keep,

For a lion and bear did take our sheep.

Thy servant slew the beasts who did maraud
the land:

Goliath will be as them, for the Lord will
deliver me from his hand.

Saul:

Take then this armour: it shall see thee
through.

Go, David, and may the Lord be with you.

10. Air

David:

All ye who fear

Lend me thine ears.

I need but five smooth stones
And my sling alone.

Men and women, abandon dread
His rue shall be made known.

11. Duet and Chorus

Goliath:

Come to me, come to me,

I will take thy staff from thee.

I will give thy flesh to fowl,

And feed thy blood to beasts who prowl.

46

David:

Come to me, come to me,

Ye whose belt hath sword and spear,
In the name of God on high,

The One whom thy breath hast defied.

Both:
Come to me, come to me.

Israelites:

David! O terror!

The villain’s span is vast.
Let thy faith and will
Remain steadfast.

12. Recitative

David:

Yea, the beast does approach:

No longer shall he encroach.

Be swift, ye stones, fulfill thy chore,
The Philistine’s wrath shall be no more.

Goliath:
O, fate! My blood hath spill’d;
The youth hath slain me.

13. Chorus

Israelites:

Hallelujah!

Let all the nations rejoice and sing!
The Lord hath won the victory.
Sound the trumpets!

Let voices ring!

Amen! Hallelujah!



Appendix B: ConductorOs ScoreDaivid and Goliath: An Oratorio
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List of Characters

David (Tenor)
Goliath (Bass/Baritone)
Israelite (Tenor)
Jesse (Tenor)
Chorus of Israelites

Index
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Overture - 4
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Recit. (Israelite, Goliath)- 21
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Recit. (David)- 45
Chorus- "David and Goliath, May Evil Fates Relent"- 46

Part Two

Recit. (Saul, David)- 58
Aria - "All Ye Who Fear"- 59
Duet - "Come To Me"- 62
Chorus - "David, O Terror"- 66
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Chorus - "Hallelujah, Let All The Nations Rejoice"- 78
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